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SALLY RADIC 
 
he first thing that came to my mind when Kathy invited me was this painting 
Sanctuary from 1944 with the Iowa City background (Slide 2). I then began 
reviewing other images I had seen of Philip Guston and of his time in Iowa. The 
Guston Foundation dates these photographs 1942, but we do not know the street or area in Iowa 
City. These include Guston in his car and with his students in front of the art building (Slides 3–
4). 
I have always wanted to visit this city and see in person where Philip Guston and Musa McKim 
lived from 1941 to 1945, and where their daughter Musa Guston Mayer, who was named after 
her mother, was born (Slides 5–6). 
My talk is titled Online Legacy Work: A Catalogue Raisonné and Website. In January of 
2013 I began to work at The Guston Foundation. Musa Mayer had asked if I would be interested 
in completing the painting catalogue raisonné of her father’s work and to build the official Philip 
Guston website of which the catalogue raisonné would be its backbone. I was thrilled with the 
proposition and, of course, said yes.  
Musa had begun the catalogue in 1981, after her father’s death in 1980. She had complied 
an extensive database of all the paintings and a large percentage of the drawings. She had 
correlated all the exhibitions with the works and bibliographic references. After having 
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experienced stage II breast cancer in 1989, her focus turned to advocating for cancer patients, 
leaving aside the catalogue raisonné. The reason she is unable to be present today is because she 
will be receiving the ABC4—Advanced Breast Cancer 4—Award in recognition for her work and 
dedication to advocacy, specifically to advanced breast cancer patients, at a conference in Lisbon, 
Portugal, organized by the European School of Oncology.  
Before writing on cancer, she wrote her beautiful book Night Studio: A Memoir of Philip 
Guston (Slide 7). This is the cover of the first edition in 1988. The photograph of Guston, when 
he was seventeen, is by the photographer Edward Weston. Musa has also written three books on 
breast cancer: the first, Examining Myself, which is an autobiography of her experience; Advanced 
Breast Cancer, A Guide to Living with Metastatic Disease; and After Breast Cancer: Answers to the 
Questions You’re Afraid to Ask. During this period David McKee, who had been Guston’s dealer 
since 1974, continued the catalogue raisonné, keeping the records up to date, with changes in 
ownership and listings of new exhibition and bibliographic history. When I was hired, the base of 
the catalogue raisonné was well under way, and it was my job to complete it. Musa had also 
decided she wanted it to be online and accessible to everyone. In 2013, there were very few online 
catalogue raisonnés.  
Before I go further I would like to explain what a catalogue raisonné is. In English, we use 
the French term catalogue raisonné. Raisonné can be translated as “carefully thought-out,” 
“logical.” The literal translation is “reasoned,” which is used in Italian and Spanish, whereas in 
German, it has its own word, werkverzeichnis. 
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A catalogue raisonné is a comprehensive, annotated listing of all known works of an artist 
in a particular medium (be it: painting, sculpture, print, and/or works on paper). It is a scholarly 
and academic tool for researchers and the authoritative publication on the artist’s work. There is 
no strict outline for a Catalogue Raisonné since each artist is different. It can be just of paintings, 
as we are starting with, or the complete work of an artist, such as with the artist Paul Klee. 
It is a very time-consuming project that usually takes many years, depending on the 
artist’s record keeping. Klee kept meticulous records; others do not. But even with good records, 
it is time consuming: people need to be contacted, records checked, updated, new information 
arrives and is added. In our case, we have rather good records, especially from images, but they 
are primarily black and white. We have been getting new color images and in many cases have 
scanned four-by-five and eight-by-ten transparencies. That has been a project in itself. The large 
range of photographic material we are working with is interesting, yet challenging, especially in 
regards to color and quality. Our decision has been to make the color as consistent as possible, 
primarily because each computer and each screen will display them slightly differently.  
There are many details with a catalogue raisonné and with a website. The starting point of 
a catalogue raisonné is the listing or cataloguing, which generally includes the following: image, 
title, date of creation, medium, dimensions, signatures and inscriptions, provenance (history of 
ownership) for each work, exhibition history, bibliography/literature that discusses the works, 
and object commentary. 
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The catalogue raisonné traces its origins to the eighteenth century. A pioneering 
catalogue is the one by Johann Adam Bernhard Ritter von Bartsch, an Austrian scholar and artist. 
An engraver and etcher himself, his catalogue of old master prints by Dutch, Flemish, German, 
and Italian engravers from the fifteenth to the seventeenth century consisted of twenty-one 
volumes published in French. He worked on this between 1803 and his death in 1821, and this 
work is the foundation of the art history of printmaking. Just referring to “Bartsch” normally 
means this work (Slides 8–9). 
What also made this important was the numbering system Bartsch established bearing his 
name (for example Bartsch 17 or B17). He numbered the works by category, roughly following a 
hierarchy of genres that was popular in his time, such as biblical subjects, saints, etc., although he 
started with self-portraits. In 1978, Walter L. Strauss began The Illustrated Bartsch, an English-
language version with more than fifty thousand images. The continual evolution of scholarship 
provides new attributions and additions (as well as de-attributions), which caused the project to 
grow. The original twenty-one volume listing has grown to over one hundred volumes under the 
Abaris Books imprint, as of 2010. It is projected to expand to at least 164 volumes.  
This masterpiece painting by Jean-Antoine Watteau, which today is in Charlottenburg, 
Berlin, titled The Shop Sign of Gersaint (Slide 10) is of the interior of the shop/gallery that 
belonged to Edme-François Gersaint. The painting exaggerates the size of Gersaint’s shop in the 
heart of Paris, yet brings to life the art market of this time, where he catered to an aristocratic 
clientele. He was a close friend of Watteau and a major figure in the art world as a dealer/shop 
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keeper. I mention this because Barstch’s catalogue raisonné was a follow-up to Gersaint’s 
catalogue raisonné of Rembrandt’s prints published in Paris in 1751. This was the first catalogue 
raisonné produced (Slide 11). 
In 1750, Gersaint passed away, and his widow turned over the catalogue to P. C. A. Helle 
and Jean-Baptiste Glomy who completed it and published it in 1751. An English translation 
appeared in London in 1752 as “A Catalogue and Description of the Etching of Rembrandt van-
Rhyn, with some account of his life and a list of the best pieces of this Master.” Gersaint included 
a chapter on doubtful attributions to assist with distinguishing between Rembrandt’s work and 
his pupils. The frontispiece portrait of Rembrandt is by Glomy, one of the authors (Slide 11). 
A more contemporary catalogue raisonné is the one on Paul Klee, produced by the 
Museum of Fine Arts, Bern, and the Paul Klee Foundation. It consists of nine volumes and was 
printed between 1998 and 2004. It is a landmark publication in Klee scholarship that documents 
the artist’s 9,600 drawings, prints, watercolors, and oil paintings, all presented in chronological 
order, and with Klee’s own record of his production, which he maintained meticulously from 
1911 until his death in 1940. The price is around $3,000.00. 
Another more recent example is the three-volume Robert Motherwell published by Yale 
University Press in 2012. The Dedalus Foundation stated that it took eleven years to complete 
with approximately twenty-five people contributing to the project. The cost is $300. 
Traditionally, catalogue raisonnés have been published in print, often in multiple 
volumes as you have seen, and updated with an addendum when considered out-of-date. 
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Technology has begun to change this, and in the past few years, online catalogue raisonnés have 
been launched; one of the main advantages is the ease with which you can update/correct and 
allow the user to have current information with multiple search capabilities.  
An excellent example is the online catalogue raisonné of The Paintings of Paul Cézanne. 
The basis for this catalogue was the 1983 catalogue raisonné written by John Rewald, which only 
included black and white images. This online catalogue raisonné has replaced the black and 
whites with color. And as you see, it has been divided into five consecutive groups or themes: 
landscape, portrait, figure composition, still life, and bather. I highly recommend exploring this 
site. 
For The Guston Foundation, the catalogue raisonné will take the form of a 
comprehensive listing of the paintings, to begin with, that will be the centerpiece and backbone 
of the official Guston website. It will be searchable by date, title, exhibition, bibliographic 
reference, and public collections. This section will request that people sign in. For those who do 
not wish to sign in, the website will offer information for all publics and audiences, including 
those with little or no knowledge of Guston; it will allow the visitor to dive into the artist’s 
creative thoughts. We will offer: a selection of drawings, a selection of paintings, and all the 
murals and lithographs (viewed either as a slide show, as thumbnails, or individually), a list of 
museums that own works, and it will show the works in their collection and a selection of 
exhibitions, with all of the works in the exhibition—installation shots, the exhibition cover when 
available, and/or additional documentation we may have—so that people may experience the 
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exhibition as much as possible. Also included will be a selected bibliography, a chronology, film 
and video, quotes and selected writings, and a list of Guston’s personal library (Slide 12). 
We are currently in the process of placing the final touches on the design and plan to do 
the beta testing in the early spring. The slide I showed earlier is what is on philipguston.org at the 
moment, with this call for works underneath it. 
We are also in the process of digitizing the archives, including personal photographs such 
as the ones showed previously and newspaper clippings where Guston hand wrote notations and 
comments. For example, there are a few from his time in Iowa (Slides 13–16); group exhibitions 
(Slide 17); exhibition catalogues (Slides 18–20); notes and index cards (Slides 21–22); items such 
a music score by good his friend Morty Feldman dedicated to him, with a photograph of 
Feldman and Guston in 1965 (Slide 23); personal photographs in his studio (Slides 24–25). This 
is an ongoing process, and there are many filing cabinets of documentation still to be digitized. 
The website will include images of the archives you have seen and more.  
Another aspect of the legacy work that the foundation is involved in is research. The 
website and catalogue raisonné will assist researchers and artists. We are interested in keeping 
alive the work of Guston and reaching newer, younger generations of artists to remain inspired 
by his work, and for curators and academics to find new and stimulating ways to approach his 
work. One current example is research on the caricatures of art world friends that Guston 
produced circa 1955 (Slides 26–30). 
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 New exhibitions are a part of the legacy work as the estate and foundation organize 
exhibitions with work not seen previously and/or new, scholarly concepts such as Laughter in the 
Dark Drawings from 1971 and 1975 at the New York and London Hauser & Wirth galleries, 
which included the drawing series Poor Richard, satirical caricatures of Richard Nixon (Slides 
31–36). 
In the spring of 1971, Guston and his wife Musa returned from a stay at the American 
Academy in Rome. Several years later, he described that time saying: “When I came back from 
Europe in the summer of 1971, I was pretty disturbed about everything in the country politically, 
the administration specifically, and I started doing cartoon characters. And one thing led to 
another, and so for months, I did hundreds of drawings, and they seemed to form a kind of story 
line, a sequence.” For the narrative, Guston selected seventy-three from over two hundred 
drawings. Produced during July and August of 1971, these drawings, most in pen and ink, were 
done in several sketchbooks. It was Richard Nixon’s first term as president. They were partly 
inspired by conversations with his friend Philip Roth, who had just completed a scathing satirical 
novel on Nixon, entitled Our Gang. This exhibition travelled to Hauser & Wirth London, to a 
very different space one-quarter the size of the New York gallery, and developed a completely 
different enticement, a more intimate reception. There is timelessness in these drawings, like 
Francisco de Goya’s Los Caprichos or Giovanni Battista Tiepolo’s Pulcinella, all based on 
historical events, and looking at them individually, you see how composition, structure, and 
draftsmanship are important, as well as the spontaneous thought, shown in the fluid line. 
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For Guston, the act of drawing possessed a sense of immediacy clearly evident in his 
expressive line. Drawing played a crucial role at transition points in his work, allowing him to 
resolve pictorial crises and explore new territory. As he said at Yale Summer Art School, Norfolk, 
in 1974, “My painting comes out of drawing. I couldn’t live without drawing. I know that. It’s 
constant. You scribble. You draw.” This exhibition allowed people to get a closer look at the 
artist’s working and thinking process and the development of his imagery.  
Last January, Phong Bui of the Brooklyn Rail organized a panel discussion in New York 
on Guston and the show, and Bob Mankoff, the cartoon editor for The New Yorker at the time, 
was one of the panelists, and he said something I would like to share with you, which is in the 
recently published book we did of the Nixon drawings. He said:  
I just want to tell you how hard it is to be a cartoonist, just in case you don’t know. You 
do ten or twenty ideas every week. OK, if you do three hundred in a month, that’s not 
that much. So these drawings are very interesting to me. Philip Guston is very interesting 
to me because he is not a cartoonist. He has a cartoon form, but he’s not a cartoonist. And 
he doesn’t aim to do what a cartoon really does, which makes a point, a point that you 
understand, a point that you get. 
The Nixon drawings refer to a specific moment in American history, but the artist’s mind is at 
work. Many of the elements and themes that animate Guston’s work in the 1970s appear first in 
these drawings. These two Nixon drawings where the explosion of images surrounds (Slides 37–
38) the central figure and the way he draws it are related in thought to this painting from 1972 
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(Slide 39). Or this drawing with a ship sailing to China (Slide 40) and Ocean, which belongs to 
the San Antonio Museum of Art (Slide 41). Or these two drawings (Slides 42–43), which relate to 
the last works he produced in 1980 (Slides 44–45). 
The most recent show was Philip Guston and the Poets at the Accademia in Venice, Italy. 
The exhibition began with a diverse grouping to reenact the relation Guston maintained with 
Italian painting. The installation included Mother and Child from 1930 next to a Giovanni Bellini 
and The Young Mother from 1940, from the UIMA collection, next to the mannerism of Cosme 
Tura, works that belong to the Accademia.  
Other drawings from different periods recall Saint Peter and other characters from the 
Masaccio chapel in the church of Santa Maria del Carmine in Florence. Many more references 
could be made with other Italian artists such as Piero della Francesca, but this was only an 
introduction to the references Guston made to Italy in his paintings, not a conclusive exhibition 
on these references (Slides 46–47). 
In a spirit reflective of how Guston himself cultivated the sources of his inspiration, Philip 
Guston and The Poets considered the ideas and writings of five major twentieth-century poets—
D. H. Lawrence, W. B. Yeats, Wallace Stevens, Eugenio Montale, and T. S. Eliot—as catalysts for 
his pictures and visions. Beginning with Lawrence and his 1929 essay Making Pictures, Guston’s 
work is introduced through an exploration of the artist’s visual world, considering the very act of 
creation and the possibility that painting holds. From his early and late works, the exhibition 
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probes into Guston’s ascent to “visionary awareness,” that is, his encounter with complete forms, 
images and ideas, and their physical manifestation.  
Philip Guston and The Poets featured works that spanned a fifty-year period in his artistic 
career by drawing parallels between the essential humanist themes reflected in these works and 
the words of five poets. It was not organized chronologically, but rather in thematic groupings, 
each corresponding to selected writings and poems by one of the five poets. This grouping of 
works, different periods next to each other, was a revelation. 
Within this review of paintings from between 1952 and 1980, under the visual poetics of 
the mentioned writers, there were two footnotes. The first referred to drawings made for the poet 
Clark Coolidge. The relationship between the poet’s writings and Guston’s drawings was not 
illustration or the clarification of one or the other, but rather they were both on the same plane in 
which a text was developed in the other, and vice-versa. 
The other footnote was dedicated to Guston’s drawings on the poems his wife Musa 
wrote. This manner of composing a drawing around a poem fosters the interrelation of two 
different spheres of creation so that one may enjoy, in a single glance, such a special, sensitive, 
and beautiful work. Two spheres of creation, which have behind each a secular tradition, but 
which until this moment had not been mixed to achieve such a unique and surprising effect. 
As the curator Kosme de Barañano, wrote in his essay:  
Painters and poets transform their vision into language; they envision, putting into words 
or images that which is ‘unheard.’ Generally, we think of looking or visualizing, 
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envisioning, as a way of obtaining information about the object under consideration or 
about the subject in question. Philip Guston achieves a reformulation of the figurative in 
painting, and we can relate this reformulation to a literary current or more precisely to 
certain poems and specific texts by poets who approach language as Guston approached 
the practice of painting.  
Poets like Eugenio Montale or William Carlos Williams do not look at the beach 
or at Brueghel’s paintings in order to see. For them, as for the painter Philip Guston, it is 
our gaze that opens us to the gaze of the other. Painting and poetry are not a 
representation of something that’s there, a document or a memory, but are rather the 
opening up of and the opening to a new horizon of feeling and knowledge. 
The exhibition closed with Pantheon, a written summary, almost a notarized document, of 
Guston’s artistic tastes and that extends from his admired Giorgio De Chirico, who influenced 
his youth, along with the gods of his visual temple: Giotto, Masaccio, della Francesca, and 
Tiepolo. 
To conclude, I present our current team: Emily Jones, archivist; Keldon Polacco, image 
technician; Alekz Pacheco, assistant image technician; Jonathan Kadish, wed developer; David 
Kadish, programmer. Lastly, a photograph of McKim and Philip Guston in Woodstock (Slide 48). 
The Guston Foundation 
  
